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At 'They shall not grow old' a fresh theme appears in the orchestra : 

They shall not grow old, as we that are left grow old: 

Ex. 12. 

_W__ _ ___ _ . _-_,_ I tii. - O - 

that seems to lap like quiet waves around the hushed 
tones of the chorus, which sings here almost parlando, 
though there is an exquisite short lyrical flight on the 
words, 'At the going down of the sun and in the 
morning,' and again at 'They have no lot in our 
labour of the day-time.' All through this section one 
has a curious sense of ghostly time and distance-the 
dead so far away, the homeland mourning them when 
we too, who sing them now, shall be dust. 

Then the music gathers itself up for a final effort. 
The soloist sings the words ' But where our desires are 
and our hopes profound,' in quasi-recitative, the chorus 
echoing the phrase. At the words ' hidden from sight ' 

the solemn Ex. 5 reappears, followed by other themes 
that are now familiar. The music attains its emotional 
climax in a piece of writing that is one of the most 
thrilling things the composer has ever given us. Here 
in truth is the very voice of England, moved to the 
centre of her being in this War as she has probably 
never been moved before in all her history. The glory 
of our pride in our fallen swells and then subsides : in 
the last quiet bars the composer wisely sounds the 
note not of vociferous rapture, but of resignation and 
chastening. 

ERNEST NEWMAN. 

WHY NOT PLAIN ENGLISH? 

BY HARVEY GRACE. 

1 . . Let us have ... . . English,-lain, ferspicuous 
English-. .. Ours is a noble language, a beautiful 
language.... He who uses a Latin or a French 
phrase where a pure old English word does as well, 
ought to be hung, drawn, and quartered for higkh 
treason against his mother-tongue. 

ROBERT SOUTHEY (Letter to William Taylor). 
Among our natural tendencies of to-day is one 

towards the formation of unofficial societies for the 
Propagation of British Products. The ground covered 
is a wide one, ranging from hardware to music. In 
many cases nice questions of tariffs, trades unionism, 
&c., will be involved, and the most patriotic among us 
may find that the question of 'looking after number 
one' is by no means so simple a matter in a national 
as in an individual sense. There is, however, one 
small question now in the air (and likely to be even 
more so) which we musicians might well begin to turn 
over in our minds. Hasn't the time come for the 
general use of our own language for directions as to 
performance and for titles? The change is one that 
can injure neither the pride nor the pocket of our Allies, 
nor strain anybody's political convictions ; in fact, it is 
difficult to imagine even the unfortunate possessors of 
a super-conscience raising an objection. It is not 
chauvinism or antipathy to aliens, whether friend or 
enemy. It is merely a matter of commonsense, and 
of natural pride in our own tongue. We may well be 
diffident about some things, but when language and 
literature are mentioned, we have cause to hold our 
head up and fear comparison with none of our 
neighbours. 

Is there any practical reason why we should go on 
peppering our pages with scraps of Italian ? Twenty 
years ago there was something to be said in favour of 
such a proceeding. Italian terms were in general 

European use for the purpose, and had become 
recognised as a kind of musical Esperanto. But this 
use has gradually diminished. A glance at modern 
French and German music shows that composers are 
more and more making use of their own tongue. 
Even English composers have been following suit, 
but in most cases they appear to find the shedding of 
their Italian shackles difficult, and after a few English 
words we generally find a rallentando or sostenuto 
creeping in. 

As a specimen of this hybrid method, I take up the 
first piece of modern English music that lies to hand, 
a set of three pieces by one of our cleverest composers. 

On page 3 we find the direction, untiocotfiM di moto, 
and on page 8 a shade quicker. On page 9 we 
have in three bars temnpo przimo, very slow, and 
foco ad lib. Here is another work with such a medley 
as retard, slightly detached, non legato, and, best of 
all, very legato! Can you see a German writing sehr 
loud, or a Frenchman, tr~s quick ? Presumably the 
composer wrote very, and then could find no English 
for legato. But if German and French composers can 
(and do) say sehr gebunden and tris lid, surely we 
English might summon up courage enough for well 
tied or bound. 

A glance at other recent English music shows similar 
inconsistency. Is this due to any deficiency in our 
language ? I have just spent an interesting half-hour 
with a dictionary of musical terms, and so far have 
sought in vain for an Italian term in common use that 
has no satisfactory English equivalent. (I recently 
read with surprise in a musical journal discussing this 
subject, that there was no English word to use instead 
of ritardando!) 

Let us consider one of the most frequently used of 
directions. A composer who wishes for a decrease 
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in the speed of a movement writes rallentando, 
ritardando, tardando, lentando, stentando, strascicando, 
ritasciando, meno mosso, or ritenuto, all of which 
terms have much of the charm of that blessed word 
'Mesopotamia.' But we have an English form of the 
second in the list,-' retard' (says Nuttall), 'to 
diminish the velocity of.' What more do we need? 
And it is worth noting that an English teacher, in 
giving a counterpoint lesson, will speak of 'retardation,' 
but when teaching the young idea how to play the 
pianoforte, will relapse into Italian and demand a 
'ritardando' / 

Is there any reason why we should go on using 
accelerando, and half-a-dozen similar terms, when our 
own ' accelerate' will answer the purpose equally well ? 
The musical dictionary gives us fourteen Italian terms 
for 'dying away,' nine for 'gracefully,' eleven for 
'mournfully,' over twenty for various degrees of 'fast' 
all of which are met by such words as 'very, rather, 
less,' &c.), ten for 'passionate,'-but there is no need 
to lengthen the list. 

There may be doubt as to the best English 
equivalent in some cases. For 'crescendo' Mr. 
Percy Grainger uses 'louden.' Perhaps 'increase ' is 
better. His 'slacken' is possibly better than 'retard,' 
though 'slacken much' is better than his 'slacken 
lots.' For ' diminuendo ' we want nothing better than 
'diminish' or ' decrease.' 

We might well, too, revive the use of such racy 
old directions as 'cheerful' and 'lively.' Another 
delightful word so far too little used is 'merrily'- 
there is a laughing ripple in the very sound. But 
English composers will have none of it. They bid us 
play or sing giocoso, giocosamente, gaiamente, &c., 
but 'gaily' or ' merrily' hardly ever. So we haven't 
after all changed much since John Cooper about I600 found it worth while to be known as Coperario. 

There are musicians among us who laugh at Cooper, 
but who will signify their wish that a pause should be 
short by writing over it fiiccolo or fiochettino. A 
French composer would write court, and why we 
English cannot be content with short is one of the 
things past finding out. 

It may be asked, what about abbreviations ? The 
commonly used Italian ones are here placed side by 
side with their English allies : 

ril(ard) = ret(ard) 
accel(erando) = accel(erate) 
dim(inuendo) = dim(inish) 
cres(cendo) = inc(rease) 
p(oco) ajf(oco) = l(ittle) by l(ittle) 
sost(enuto) = sust(ained) 

When we come to the universally employed letters for 
directions as to loud and soft, we may pause before 
suggesting the use of ml for mnf, or ms for 

rft. 
Those in the field may be allowed to stand, as being a 

convenient kind of shorthand. This is inconsistent, 
but we need not worry over one more small anomaly 
being added to the already liberal supply with which our notation is decorated. 

On the whole, the more the matter is considered, 
the more there is to be said in favour of using plain 
English for directions. The use of Italian terms is a 
mere convention ; there was never much to be said 
for it, and its perpetuation to-day is a ridiculous affectation. 

The question of titles is not so easy. There are two 
heads to this part of the subject: (a) the use of English 
titles by English composers, and (b) the translation of 
foreign titles. The first of these should admit of no 

question. It is amazing that the bad old tradition 
should have lasted so long. 

Preludes Romantiques 
pour 
le 

piano 
par-- 

far whom do you think? Not Jean le Brun, or any 
other Gaul, but just plain John Brown, as homely a 
Briton as may be found. If John had any good 
grounds for supposing that his romantic preludings 
would reach the ears of the French public there might 
have been some excuse for his dropping into French, 
-though not much. But his work was rarely heard 
outside the island on which he conferred distinction. 
This kind of title-page was common in our young days, 
and you may say that we have changed for the better. 
We are changing, but slowly. The only recently- 
published English music within my reach happens to 
be for the organ. I turn over a pile and find the 
following, mostly by composers who are unlikely to 
have any public abroad-or outside their own parish 
in some cases: 'Reverie' (there are about six of 
these tone-poets who apparently think 'Reverie' is 
better than 'Reverie' !), ' M6lancolique,' ' Chant du 
Matin,' 'Phantasie,' 'Chanson Pastorale,' 'Fantasie 
(sic) Prelude,' ' Sincerit6,' ' Priere,' ' Grande Marche 
Solennelle,'-it would be easy to treble the list, but I 
refrain. I add, however, four particularly choice 
specimens by way of pendant-' Brise d'Etd ' (what in 
the world is the matter with 'Summer breeze'?) 
'Wohin?' 'Geistliche Tritume,' and 'Friedenshoff- 
nung.' Let me repeat that all the above titles are used 
on music written by Englishmen and published 
recently in this country. Where should they gather 
flowers of speech for titular uses if not from the tongue 
in which they were born ? Echo answers 'Wohin ?' 

At a recent concert some new sketches for pianoforte 
were played. They were composed by an Englishman, 
played by an Englishman to an English audience, and 
were, as a natural consequence, called ' Esquisses.' 

The absurdity of this sort of thing is so obvious 
that there is no need to dwell on it further. When 
we come to the question of translations of foreign 
titles, there are difficulties. In many-we might say 
in most-cases, it is easy to find an English equivalent, 
and commonsense would seem to suggest the use of 
such. For instance, as an extreme example of 
ridiculous sticking to the original, take the case of an 
organ recital given a few months back at a village 
church. The organist played Schumann's Four Sketches 
for pedal pianoforte; what the rude forefathers of the 
hamlet thought when their programme told them that 
they were listening to 'Vier Skizzen' I should very 
much like to know. Here are a few items culled from 
recent concert and recital programmes : 'Vorspiel,' 
'Carneval,' 'Minuet Nuptiale,' 'Im Garten,' 'Melodie,' 
'Marche Funebre,' 'Overture Solennelle,''Chant sans 
paroles,' 'Rhapsodie Hongroise,' 'Chanson d'Ete,' 
'Melodie Lyrique,' 'Vorspiel, Die Meistersinger,' 
'Trauer Marsch,'-here again the material is too 
much for the space. Sometimes the titles are a 
bi-lingual affair. In the programmes of recent orchestral concerts in Londodn we find 'The 
Pathctique,' 'Rhapsody Hongroise,' 'Symphonic 
Fantasie' and 'Concerto grosse.' If we must use 
foreign tongues, we might at least avoid such mixtures 
as these. But surely when the works are played in 
England they might be called by English names. 
Those responsible for the programmes of our chief 
orchestral concerts are on the whole adopting this 
policy, but there is a lack of consistency, so that 
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it is still possible to find cheek by jowl 'The Flying 
Dutchman' and 'Die Meistersinger'; 'Academic 
Festival' and 'Die Zauberfl6te'; 'Entrance of the 
Gods into Walhalla' and 'Huldigung's Marsch,' and 
many others. 

All the foreign titles so far mentioned present no 
difficulty to the translator. A glance through a long 
list of standard works shows a mere handful that are 
better left alone. The Musical Times for August, 1915, 
contained an extract from a weekly newspaper in which 
this point was raised, with a list of titles in their foreign 
and English forms. The majority of these were unex- 
ceptionable, but one or two examples were less happy, 
and served to show that the question is by no means 
easily settled in all cases. 'L'apres-midi d'un Faune' 
appears as 'A Faun's afternoon '-a bald statement 
containing none of the suggestiveness of the original. 
'The afternoon of a Faun' is worse, combining 
matter-of-factness with a hint of the pen of the 
gardener's niece. In such cases we want something 
more than a translation. Here some such compound 
title as 'Afternoon in the woods: the Faun' might 
meet the case. It has at least the merit of presenting 
something helpful to the mind's eye. 

There are a few titles that somehow refuse to sound 
quite right in English. Why is 'Moment musical' 
an excellent title for a short piece, and 'A musical 
moment ' merely ridiculous? Why do 'Valse Triste' 
and 'Chanson Triste' appear uncomfortable in 
translation ? And in cases where Italian verbs and 
adjectives have become substantivised, e.g., Adagio, 
Presto, Andante, &c., and used as titles, one hardly 
likes to suggest a change. On paper the effect would 
not be bad, but to speak of playing a 'Slow,' or a 
'Rather Fast' would be likely to incur a charge of 
eccentricity. 

We need not be eccentric or fussy over the matter. 
All we have to do is to use our own language, unless 
we are satisfied that a foreign one will express our 
meaning better. We shall probably be surprised at 
the rarity with which English fails to meet the case. 
Certainly there will be no need for the repetition of 
such an absurdity as that quoted in the Musical Times 
extract mentioned above : a patriotic meeting at which 
a peer, a member of Parliament, a major-general, and 
some well-known public speakers harangued their 
fellow-Britons on their duty during the war, concluding 
with the performance by a crack band of the British 
Army of ' Zweite Hungarischer Rhapsodie'! It would 
have been a fitting sequel to such a fatuous proceeding 
if the assembled patriots had got on to their hind 
legs and signified their enjoyment by shouts of 
' Hoch! Hoch !' 

@cca ionat 0lfote. 
We know all that is to be known 

NEW LIGHT ON about Handel's music, but apparently HANDEL. the true character of the man has 
been so far hidden from us. At all events, a newspaper 
published beyond the Tweed, in the course of a 
vigorous protest against the Motherwell Musical 
Association's choice of 'IMessiah' for three concerts 
on behalf of the Y.M.C.A. Hut Fund, tells us that- 

Handel was one of the predecessors of the present-day 
Huns, and his ideas of Kultur ran very much in the same 
groove as those of the present-day apostles of 'fright- 
fulness.' . . It should be borne in mind that the 
personality of the man who wrote it [the oratorio] was 
that of a bloodthirsty hypocrite. We in Scotland have 
our own national music and songs, and if these are not 
sufficient to imbue us with a desire to do something on 
behalf of the boys who are keeping the successors of 
Handel from repeating his frightfulness, then it is time 
we were saying farewell to all our Scottish glory. 

We are glad to hear that in spite of this diatribe, the 
good folk of Motherwell, instead of saying farewell 
to Scottish glory, added to it by subscribing ]J8oo, 
even before the performances of the 'bloodthirsty 
hypocrite's' masterpiece took place. Meanwhile, we 
wait for light on the lurid career of the arch- 
villain, Bach. 

Lovers of the Russian Ballet will grieve to hear 
that Nijinsky was for some months a prisoner of 
war in Austria. The authorities had however given 
him occasional leave to appear for charity, from which 
one is glad to learn that he is at any rate unwounded. 
As we go to press we hear that the famous dancer has 
been released, and has appeared in New York. 

We remind readers that the series of performances 
of 'The Dream of Gerontius' and of Sir Edward 
Elgar's new works (an account of which appears in 
our present number), organized by Madame Clara 
Butt, announced in our last issue, will take place as 
follows: Leeds, May 3; Bradford, May 4; London, 
afternoon performances at 2.45 on Monday, May 8, 
Wednesday, May io, Friday, May 12; and evening 
performances at 7.45 on May 9, II, and 13. 

An Isle of Man paper states that all Mr. Haydn 
Wood's compositions are 

Difficult and technical, but the charm of his theme 
attracts an attention which tempts mediocrity. His 
songs are all well known, and the d6butante ambitious 
their translation without a too conscientious effort to do 
justice to the composer. 

Where are we ? 

We regret that owing to the necessity for economy 
in the use of paper, we are compelled to hold over 
much matter, including the last instalment of 
Mr. Clutsam's article on ' Progress and Poverty,' and 
a statement by Mr. Ivor Atkins of his view on 'A little 
Bach problem.' As already intimated, the Competition 
Festival Record is now given only with the School 
Music Review. 

THE CHORALE MELODIES OF BACH'S 
'ST. MATTHEW' PASSION. 

BY ARCHIBALD W. WILSON. 
In the 'St. Matthew' Passion, the plan of which in 

its main outlines is similar to that of the older settings 
and had become established by tradition, we have on 
the one hand the Gospel narrative, and on the other 
hand the reflective portion consisting of original verses 
and chorales. The original, or 'madrigal' verses, for 
the most part, express the devotional feelings of the 
'Daughter of Sion,' who typifies the individual 
Christian. The chorales are the utterance of the 
whole Church. In the 'St. Matthew' Passion Bach 
has made use of eight chorale melodies. 

(I.) To one of these he has given a special 
significance, making it the centre of the church 
feeling of the whole work. The beautiful, well-known 
melody, 'O Haupt voll Blut und Wunden' ('O bleeding 
Head and wounded,' Nos. 21, 23, 53, 63, and 72) occurs 
five times-twice in Part I. and three times in Part I I.* 
Its last three entries mark the three decisive crises in 
the sacred narrative. Bach had a special love for this 
melody. There is no other which he used so frequently 
or upon which he lavished such wealth of harmonic 
treatment. The vagueness of its tonality gave him 
exceptional opportunities. Thus, while in Nos. 21, 23, 
53, and 63 he has treated the mode as Ionian, in 
No. 72, however, we have 'the solemn and twilight 

* The melody is usually called ' Herzlich thut mich verlangen,' the 
first line of Knoll's funeral hymn. Here it more suitably takes the 
name of Gerhardt's Passion Hymn, to five verses of which Bach has 
set it. In No. 21 we have v. 5, in No. 23 v. 6, in No. 63 vv. i and 2, 
and in No. 72 V. 9. The words of No. 53 are v. I of Gerhardt's hymn 
'Befiehl' du deine Wege.' 
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